IN THE FORM OF A STORY: A COLLECTION OF NINETEENT

BY MARTIN LEVY he European and American decorative arts discussed here, dating from

the second half of the nineteenth century, encapsulate many of the themes

and influences that can be identified as typical of the period. Principally housed

in Southampton, New York, the collection represents works by many of the lead-
ing manufacturers and designers on both sides of the Atlantic. While the Furniture
and works of art are very much lived with, the impression is fi rmly one of passion

overruling practicality. Although Ann Pyne, a decorator, teacher, and writer,! is her

own guide and tutor, she has forged beneficial friendships with scholars, curators,
and dealers active in her fields of interest.

Storytelling is this collection’s leitmotiv, not surprisingly given Pyne’s literary inter-
ests. Sometimes the objects illustrate particular aspects of nineteenth-century decora-
tive arts history, while on other occasions they literally tell stories. Each element in
the collection, however minor it might seem, has been acquired with a purpose. For

example, the three modest transfer-printed tiles in Figure 6 are representative
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of a whole class of narrative tile panels created
du the period. Telling the well-known tale
of Little Red Riding Hood, popularized in the
nineteenth century by the brothers Grimm,?
one can imagine the cautionary effect the

had in a Victorian child’s nursery. Their mono-

L']'I[(v]llilliL‘ colori severity to the h'.lunli I

|Ld 11\ 'll\nmus \llm, the
m 1878 10 1898.

The collection has become the heart and soul
of the family’s house in Southampton, which
was built in 1873 and remained in the hands of
descendants of the first owners until the 1980s.
The present custodians were thus able to restore
period details, setting the stage for the series of
four interconnecting “parade” rooms on the
ground floor. These are broadly conceived to
reflect the stories of American rococo revival,
American aestheticism, Ameri icism,
and other revivals of the period.

The emphasis of the furniture collection is, in
general, on manufacturers rather than designers.
There are, for
by the New York
and Cabus (1863-1882), including examples of
its well-known “Modern Gothic” furniture.® A
walnut side cabinet in the barn adjacent to the
house (see Fig. 4, left), embellished with brass strap
hinges and set with tiles by Minton Hollins and
Company, corresponds to one recorded in the
album: ni photographs of the firm's production
now in the library of the Cooper-Hewitt, National
Design Museum in New York City.*

Isewhere in the Southampton house
and in the collector’s New York City
ment are two less familiar and
iously unpublished works by Kir
bel and Cabus—a Gothic revival side chair in
the apa : ig. 16, > right) and an
aesthetic style étagere e aesthetic parlorin
outhampton (see Fig. 1). They too correspond
to photographs in the comy
Cooper-Hev
Commentary on Kimbe

ruce James Talbert's Gothic Forms Applied
Furniture, Metal Work and Decoration for Do-
mestic Purposes (Birmingham, 1867).° How
closer consideration of the photographs at the
Cooper-Hewitt sts considerable
tal influence.

Fig. 5. The revivals parlor with a view into the ro-
coco parlor in Southampton.

iz, 6. Little Red Riding Hood, tile series made by
Wedgwood, with the design attributed to Thom-
as Allen (1831-1915), the art director at the firm
from 1878 to 1898.

ide chair on the right in Figure
16 is as redolent of German Neogorik
glish prototypes. The ebonized étagére

furniture in the oriental taste often
‘ounts of the firm’s production. The gri
marked “KC” on the bac

bel and Cabus. On the étagére are vases in the
aesthetic style by Ot and Brewer and a pair of
Minton fish vases. The watercolors around the
include a View of Vesuvits by Charles

ryl Coleman (1840-1928). To the right of the

e, above the radiator, is a ceramic panel

by William Stephen Coleman entitled Reclin-
ing Nude on Terrace, and works by William De
Morgan (1839-1917). The brass fireplace sur-
round was manufactured by Barnard, Bishop,
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(1827-1881). The inset tile above the fireplace
by Coleman.
There parlor (Fig. 5), which is sepa
from the rococo parlor by curtains designed by
Nillen Incorporated,'? is decorated to reflect
the dignified warmth and comfort of a middle-
class Victorian parlor—a room for conversation,
reading, and letter writing. The furnishings in-
;luLlL a colonial revival needlepoint picture of
orge Washington at V Forge. The arm-
chair upholstered in red velvet is by John Jel-
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Liff (1813-1893) ewark, New Jersey. On the
German-inspired Kimbel and Cabus writing
!is a study of about 1872 by Elihu Vedder

the Gothic re anging s! ight is
nting of Trinity Church in Stratford-on-
Avon dated 1855 igned by Sanford Rob-
nson Gifford (1823-1880). The
beyond the curtain includs

Belter (1804 -1863) and the Meeks [
hroughout history, designs and styles
have cro:
nents in the wake of trade,
military conquests, and

courtly marriages. Until the seven-

teenth century, the most disti

surviving sappear to |

created principally forroyal hou

or the aristocracy. While private patron-
age and major public and corporate
commissions remained signific
during the nineteenth century,2 many
of the leading B

architects worked for manul
disseminating nable des

consideration include furniture and ob

signed by George Jack (1855-1932) for Morris
and Company,"* Bruce J. Talbert (1838-1881)
and H. W. Batley (1846-1932) for Gillow, and
light fittings by William Arthur Smith Benson
(1854-1924).

Just as the Great Fire of London (1666) and
the Revocation of the Edict of Nantes (1685)
led to an influx into England of designers and
craftsmen from France and elsewhere on the
Continent, so upheavals dui he nineteenth
century, such as the 1848 revolutions and the
18701871 Franco-Prussian War, brought about

=

W |

rench and German desi
nufacturers to England and the United
States. Thus, furniture manufactured in New
York City by Herter Brothers (1865-1905) some-
times shows the influence of design during the
rule of Napoleon 111 (r: 1852-1870).!5

With the rapid expansion of middle-class de-
mand as a result of the wealth created by the
atest fashions became
an they had been
centuries. Newly pros-
perous industrialists and manufacturers had
ible a plethora of guides advising them
on appropriate furnishings to
express their newfound status.'®

the cabinetmakin

and furnist rades, as wel

Fig. 7. A bedroom in the barn
at Southampton with ceramic
plaques depicting the
from Shakespea
gned by Henry Stacy
Marks (1829-1898) and made by
Minton, c. 1877.

Fig. 8. The last

a wider cliente mpl
latter

94
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of Man designed by Mar

—

&

%
-

Fig. 9. Ceramic roundel
designed and made by
Daniel Cottier (1838—
1891), London, c. 1875. In-
scribed with a v
Shakespeare's Much Ado
About Nothing.

e from

Fig. 10. Hlustration from
Théodore Dec
(Paris, 1887),

La Faience
111

Fig. 11. Ceramic roundel
entitled Knucklebores, de-
igned by Joseph Victor
Ranvier (1832-1896) and
made by Théodore Deck
(1823-1891), Paris, c. 1867.




Ceramis
and ])‘I(lClT] Ixx)k\
produced by architects and others with an in-

as manufacturers of silver

textiles, made use of treatis

formed appreciation for the details of distant
cultures.'” Such publications, together with the
series of international exhibitions that followed
the Great (Crystal Palace) Exhibition of 1851 in
London, increased the speed with which designs
traveled from country to country.*®

A specific example of designs from one coun-
try becoming familiar in another is demon-
strated by the work of the cabinetmaking firm
of Lévinson and Yacoby, which had workshops
in the Spand
and outlets in London, Saint Petersburg, and

u and Moabit sections of Berlin,

Berlin. The table shown under the window in
Figure 4, made by Lévinson and Yacoby, would
have reached an internatio
through the multiple locations of the firm’s shops,
but though this particular model’s exposure at
the 1867 Exposition Universelle in Paris,'

audience not only

96

itury painting and
s, sen-

Much nineteenth-
sculpture has strong strands of rel

timental, moralizing, or literary content; so do
ceramics of the period, particularly the tiles.
ollection, Pyne has filled

In this wide-ranging

her houses with objects strong in such nar
tive allusions.
Storytelling on a grand scale is represented by

the unique series of wmic maquettes ranged

Fig. 12. A room in the bam in Southhampton. The
cabinet, made by Herts Brothers (founded 1872), New
York City, . 1885, displ in the Jap-
anese taste. The pair of side chairs have Minton tile
inserts in their backs.

Fig. 13. Abraham and Isaac, ceramic maquette de-
signed by Geonge Tinworth (1843-1913) and made by

Doulton, London, c. 1877.

Fig. 14, David and Goliath, ceramic maquette designed

by Tinworth and made by Doulton, c. 1877.
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along a shelf in Figure 4, which was created
by George Tinworth for the Guards’ Chapel in
Birdcage Walk, London. Made by Doulton (now
Royal Doulton), these seventeen semicircular

ceramic sketches (sixteen of which were finally
used in the chapel) are all that are known to
remain of the original twenty-
pel itsell was destroyed, and only two of the

ht. The cha-

completed panels survive (in the Museum of
the Army Chaplaincy, Bagshot, Surrey). The
s from both the Old

magquettes represent stor
and New Testaments.? Typically for Tinworth,
who joined Doulton in 1866 as artistic direc-
ng vitality,
and the designs are worked out to respond to

tor, each scene is imbued with str

the semicircular frame. In David and Goliath
(F
the heads of the princi

ated by extending

14) dramatic effe

sures beyond the
borders of the frame. Tinworth's sensitivity to
Abraham's anguished obedience is demonstrated
in Abrat ac (Fig. 13),

The Seven Ages of Man designed by Henry

am and |

Stacy Marks is perhaps one of the best-known

nlmlu.ullx century narrative tile series (see

. Based on the famous “All the world'’s a

ge” speech from Shakespeare’s As You Like
IJ each panel reflects mankind'’s progress
from “the infant, Mewling and

puking” to the

Last scene of all,

That ends this strange eventfud
history,

Is the second childishness and
mere oblivion,

Sans ieeth, sans eves, sans laste,
sans everything [see Fig. 8.

The seven panels were produced
by Minton in their Art Pottery Stu-
dio directed by Coleman. Marks
originally created these panels for
the painter Myles Birket Foster
(1825 -1899) and for Richard Gros-
venor (1825-1899), first duke of
i at Eaton Hall.?! The
series also exists as a set of rounde

exhibited at the Weltaustellung in
Vienna in 1873, and formerly in
the Minton Mus % Another of
the seven ages, “The lover

2
L,

ighing
like a furnace,” appears on a vase
in the Victoria and Albert Museum
in London ?*

If the Marks panels evoke
the sentimentality so typical of
much nineteenth-century narra-
tive painting, the same subject is
treated altogether more lightly in
a humorous second series (Fig. 3),
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also produced by Minton. Although traditionally

ascribed to Marks, evidence now suggests an

attribution to “A. Masson,” the name on a label
alfixed to the back of a set in the Cheltenham
Art Gallery and Museum, Ei

mon

and de:

and ceramic collection are Christo-

pher Dresser (1834 -1904), John Moyr
Smith (1839-1912), Walter Crane (1845-1915),
and Albert Moore (1841-1893). One of the ra
est narrative tile groups in the collection is
the Little M after)
Henry Holiday on Minton, Hollins and Com-
pany blanks ( 2). Based on the 1836 fairy
tale by Hans Christian Andersen (1805-1875),
tiles known

the many a

gners represented in the tile

s painted by (or

this is the only complete set of

to survive. Four tiles in the se

es, formerly in
the Handley-Read Collection,? were included
in an exhibition at the William Morris Gallery
in Walthamstow in 1989, It was suggested in
the exhibition catalogue (without substantial
evidence) that the Handley-Read tiles might have
once belonged to the architect William Burges
(1827-1881).2° The original watercolor designs
by Holiday are displayed at Standen, We:
sex, designed by Philip Webb (1831-1915) and

now a National Trust property. Although argu-
ably not as ambitious, Holiday’s Little Mermaid
series is in the same painterly tradition as the
Mum\ Marshall, Faulkner and Company tiles
ed by William Mo (1834-1896) and

ne-Jones (1833-1898), such
7

as Sleeping Beaut
The Glasgow-born designer Daniel Cottier,
like many of hi

contemporaries, was active in
various mediums: stained g

ss, furniture, and
ng international
decorating business that eventually included
offices in London, New York, Melbourne, and
Sydney. Thus, Cottier was a direct conduit for
transmitting the latest English fashions to the
United States and bevond. Pyne's Southampton

ceramics. He also had a thr

house has a labeled Cottier ceramic roundel in
the full-blown aesthetic taste (Fig. 9). Beneath
the soulful figure is the inscription “Sigh no

more ladies, sigh no more” from Sha
Much Ado About Nothing.

The ebonized and penwork-decorated cabi-
net seen in Figure 16, apparently of English
manulacture, may have been exported to the
United States by Cottier. Intriguingly, the only
two known examples of this model have come
to light in North America,® although compa-

rably decorated cabinets of a dif-

have been identified
in England. The
on the cabinet illustrated here rep-
resents Fame, Fortune, Love, and
Death. The attribution to Cottier
is based on identically designed
s windows of Fame,
Fortune, and Love at Cairndhu

ferent desi

gural decoration

stained-

House in Helensburgh, Scotland,
which Cottier is known to have

" 29
designed.*”

During the last third of the nine-
teenth century, the taste for artist-
painted narrative decoration on
i popular both in the

el
Inited States and in Europe. In the

United States artists such as Win-
slow Homer (1836-1910), Frederick
Dielman (1847-1933), and Arthur
Quartley (1839-1886) all produced

Fig. 15. The formal dining room in
the Southampton house. The table is

hetic taste

t with silver in the

made by the Gorham Manufacturing
Company, Providence, Rhode Island;
Minton plates; and Worcester shell
vases. On the wall is Nymph by a
Pool, an oil on paper by William Ste-
phen Coleman (1829-1904). Below it
is a seascape, ol on paperboard, by
William Trost Richards (1833-1905).
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such tiles.? In France, the taste for narrative-
decorated ceramics had a particular champion in
Théodore Deck.*! Among the artists who prochuced
pictures on plaques for Deck were Eugene Gluck
(1820-1898) and Joseph Victor Ranvier, both of
whom are represented in this collection.

Ranvier’s affectionate roundel of a motherand
child plaving astragali, or knucklebones (Fig. 11),
a game that originated in ancient Greece, may
have had particular appeal for Deck, since it
reproduced in his book La Faience (Fig. 10). This
design, of which variants exist, appears to have
been part of a series conceived around 1867, Two
related roundels, one showing a young woman
fishing and the other a young man with a rab-
bit, are in the c(llhuiun of the Musée des arts
décoratifs in Paris.?
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aking a broadly orientalist tableau,

and typical of the collection’s set-

tings for ceramics, is the ebonized

display cabinet in a corner of the

barn (Fig. 12) in which are vases designed by

James Hadley (1837-1903) and made by Royal

Woreester. Stamped by Herts Brothers of New

York City, the cabinet features an amalgam of

clements ranging from Renaissance to Chinese,

typical of commercial aesthetic furniture. Herts

Brothers exhibited at the 1876 Centennial Ex-

hibition in Philadelphia and at the 1893 World's
Columbian Exposition in Chicago.®

Two of the Hadley pilgrim bottles tell the

story of the manufacture of oriental ceramics

in their decoration (see Fig. 12, right and left

on the main surface of the cabinet). Around

1870, under the direction of Richard
William Binns (1819-1900), Worces-
ter began experimenting with new
Japanese forms, using an ivory body
introduced some ten years earlier.
These japanesque wares reached their
apogee with Hadley.* A pilgrim bottle
with different decoration, in the Vie-
toria and Albert Museum, was exhib-
ited at the 1872 London International
Exhibition.®> It may be one of the
pair that the retailer Thomas Goode
exhibited at that show with the label
“WORCESTER cOMPANY: Pair of Pilgrim
Bottles—Imitation Lacquer and Imn-
work. ‘The Art of Pottery Paintin,
Price £6 6s."3¢
The storytelling theme that runs
through the collection comes to the
fore in a bedroom in the New York
apartment with random lines from a
printed novel pasted to the walls (Fig.
17).37 Hung on the wall are etchings
and engravings of pastoral scenes,
including works by Samuel Palmer
(1805-1881), William Blake (1757-1827),
and George Richmond (1809-1896).
The furniture in this room, the most

recently furnished, includes a secre-
tary-bookcase made by James Lamb
(w. 1843-1898) of Manchester that in-
corporates a Japanese lacquer panel.
Lamb was one of the leading English
provincial manufacturers of the period,
employing in-house designers such as
W. J. Estall, but also commissioning

furniture from successful freelancers
like Charles Bevan (w.c. 1860-1882).
The Anglo-Japanese style chair at the
right of the secterary-bookease was
designed by Edward William Godwin
(1833-1886) and is labeled by William
Watt, the maker*® It represents the
fruitful partnership between an architect/de-
signer and a manufacturer during the English
aesthetic movement. The design of the ebonized
chair at the left of the secretary-bookease can
be attributed to Bevan. It has many features in
common with a chair exhibited by Gillow at the

Fig. 16. The entrance hall in the collector’s New
York City apartment. The wall light is one from a
pair representing Night and Day made by Robbins
and Company, Dudley, England, ¢. 1881, and prob-
ably designed by Henry Jeckyll (1838-1917). The
side chair against the wall at the left was prob-
ably made by the Crace firm in London, c. 1860,
Above it are two signed and dated works by James
McNeill Whistler (1834-1903). On top is The Vel-
vet Dress, a drypoint of 1873, Below is Reading by
Lamplight, an etching with drypoint of 1858,
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s, which was

1867 Exposition Universelle in Pa
illustrated and discussed by Dresser in Principles
of Decorative Design

Collections tell the story of their creators. The
ribed here portrays a person
ation for the Victorian era. At the
same time it offers a substantial conspectus of
the period’s decorative
multilayered story.

assemblage de:

with a fasc

arts—a complex and

! See Ann Pyne, In the Form of a Person: Stories (Alfred
A. Knopf, New York, 1992).

2 Ascribed to Charles Perrault, Le petit chaperont rotige
(Paris, 1697), “Little Red R food” is best known
today in the version Pllh]l\hul n 1812 by Jacob and
Wilhelm Grimm. In place of Perrault's me
sexual dangers, the Grimms stressed the importance of
obedience. One of the best-known nincteenth

English editions was the 1875 "Little Red Riding Hood™
in The Blue Beard Picture Book, illustrated by Walter
Crane.
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Fig. 17. A bedroom in the New York City apartment.




